Abstract. Considerations of two films set in Iowa frame my attempt in this paper to discuss some of the tensions between the meaningfulness of rurality and the evaporation of history in the region's cultural polities of place, A new regional geography emphasizes the historical formation of places, but how is 'history' to be understood and how meaningful a role can it play? These questions are particularly important in light of challenges which claim that, in fact, we have reached the *cnd of history'. Baudrillard, for example, believes that we have entered a 'hyperreal' era which suppresses further experimentation with social organization. Instead, collisions of excessively proliferated representations of relationships between rurality, history, and social interaction suggest that the very possibility of social organization in an ahistorical hyperreal era increasingly relies for its expression on the carrying out of deliberately (and often violent) antisocial action.
Introduction
As one travels at the height of summer clown endless straight ribbons of interstate highway shimmering in the Iowa heat haze, a sea of corn seeming to reach to the horizon in every direction, it is not impossible to imagine eternity. Catastrophes such as the Dust Bowl, the Drought of 1988, and the Flood of 1993 notwithstanding, rural Iowa appears to endure in a picture postcard perfection of red barns and trim houses, busy green tractors and grain elevators standing tall at a distance, a landscape where herds of cows graze contentedly and antique windmills spin lazily in the sun under a wide sky. In short, rural Iowa seems historical in every sense of the word, a place about which all that can be said has been said, in which a sense of the past will surely endure in all its clarity despite the changes experienced by the rest of the world and the erosion of memory transformations occasion elsewhere.
But look again. Rural Iowa is also a place of decimated floral and faunal species diversity, dangerously polluted groundwater, heightened farm-family cancer rates, farmer suicide hotlines, farming-related homicides, and barn and crop burnings. History is not what it seems here. Perhaps it never was, but the disjuncture of the seeming and the being of the place is now especially acute. Nonetheless it is a commonplace, in lay and academic discourses alike, to characterize the 'rural' in ways which evade recognition of that disjuncture and (intentionally or otherwise) favour one or another representation of rural places, especially those which are notably Utopian in outlook (Mingay, 1989a; 1989b; 1989c ; also see Short, 1991) . Such representations of the rural position specific places inside a universe of meaning in ways which can have dramatic impacts on how residents and visitors alike orient themselves in the taking and valuing of everyday actions.
In this paper I examine some of the consequences of representations of the rural becoming detached from the material reality of specific places. That is, when complexes of meaning no longer represent the reality of a place but instead orbit themselves in what Baudrillard calls a 'simulation ' (1983a) . Strictly speaking, these simulations are never of anything, organizing our thoughts and actions around codes of recognition, judgement, and behaviour which are no longer attached to a specific referant, thus significations and messages" (Harvey, 1989. page 311) . Bruno (1987) has the Los Angeles of Blade Runner's possible near-tomorrow in mind when she speaks M of recycling, fusion of levels, discontinuous signifiers, explosion of boundaries, and erosion". Likewise considering the roles of film in imagining the social and political possibilities portrayed by landscape, Gold (1985a; 1985b) focuses on "The city of the future and the future of the city". Not waiting for the future, Pred (1984; studies the routine daily movements of 19th-century urbanites in Denmark, de Certeau (1984) goes "walking in the city", and Raban (1974, page 9) insists that "Cities, unlike villages and small towns, are plastic by nature ... [places of] illusion, myth, aspiration, [and] nightmare".
Although not wanting to essentialize the rural, I find that precisely the same themes mark the films investigated here. This is even the case despite the fact that they are set in a space often deliberately represented as sparsely populated in contrast to the demographic congestion of urban landscapes, or again as supposedly more 'natural' than the city's profoundly manufactured scene. (Indeed, perhaps self-consciously, Field of Dreams ends by peopling the rural landscape with an endless chain of oncoming headlight beacons.) This is all the more so notwithstanding the insistence in some quarters that:
"Through mass publication, motion pictures, radio and television, the cognitive and normative definitions of reality invented in the city are rapidly diffused throughout the entire society. To be linked to these media is to be involved in the continuing urbanization of consciousness" (Berger et al, 1973, page 67) . But adopting such a perspective entails distinction of a hegemonic discourse to which the oppositionality of any alternative becomes beholden and therefore strategically weakened at the outset. With similar concerns, Rose (1994) writes about the chance to valorize instead the cultural 'hybridity' evident in films about local representation. 01 The notion of hybridity can be employed to destabilize the process by which we ordinarily go about distancing ourselves from a subject of investigation as Other. By contrast, to consider subjects as hybrid is to recognize their complex identities, combinative of elements drawn from many (often-conflicting) sources. As such, as Bhabha (1990a, page 211) puts it: "the process of cultural hybridity gives rise to ... a new area of negotiation of meaning and representation". While subjects persist in defining themselves in opposition to hegemonic discourse, a binary logic of dominating-resisting is maintained. The hybrid position occupies what Bhabha calls a 'third space 1 beyond the reach of such logic, never purely hegemonic or purely oppositional but one in which formerly distanced cultural forms draw nearer and effect transformations in one another.
At first glance, there appears to be some connection between hybridity and simulation. For Rose, a hybrid construction of identity in film "has the effect of refusing to establish a final, 'real' interpretation" of matters at hand (1994, page 56) , enabling a range of political possibilities, "an unpredictable and uncontainable series of interpretations". History is often deployed in films involving the cultural politics of place and can serve as a source of inspiration for generation of these latent possibilities for (1) There are now many examples of work in geography which focus on hybridity and transitional or interstitial spaces. Massey (1994;  see also Allen and Massey, 1995) has written about the 'double articulation' experienced by those crafting a sense of community in the face of uncertain social conditions in London. Sibley (1995a) examines the 'geographies of exclusion' simultaneously resisted and exploited by minorities. Pile and Thrift (1995) more broadly seek to 'map the subject' undergoing cultural transformations. Pile has also opened important lines of inquiry regarding psychoanalysis, space, and subjectivity (1996) . Nonetheless, while I do not want to essentialize a distinction of the country and the city, it is worth pointing out that these invaluable contributions tend to focus on urban scenarios. For examples of work looking by contrast at the rural, see Urry's The Tourist Gaze (1990) . community action. But where the presentation of history shades into nostalgia, Rose (1994, page 55) admits there is "a distinction between the past and present which locates 'community' in the inaccessible past". At this point, simulation effects are felt most acutely. Like hybridity, simulation thrives on a proliferation of positions, forms of identification, and meanings. Simulation also bypasses reference to anything like an underlying reality, productive instead of associations with a 'hyperreality' (Baudrillard, 1983 a) of other simulations. But the refusal of simulation to settle and its desire for fusion of perhaps once-inimical cultural forms differs from that of a hybrid logic insofar as the political possibility is foreclosed. Simulation continues to operate within the domain of hegemonic discourse (though in disregard of it) whereas hybridity sketches across the margins of the silhouette of domination.
Making, receiving, and remaking films
Thus there is good reason to be concerned with the limitations we seem to encounter in finding meaning in the relationship of representations of place with that which they supposedly represent. It is certainly possible to present places in a documentary manner but, as Rose notes, "realistic modes of representation [can] find it difficult to present an overtly political message because realism so persistently represents things as they are that any sense of alternative possibilities is smothered" (1994, page 56; see also Garnham, 1972; MacCabe, 1974) . In part, this is why it is now generally understood by those working in media studies that an understanding of the impact of a film depends not only on explication of the relationships between characters on screen but also of the relationships of the film to its audiences. As Bachelard insisted (1994, page xvii), "Images excite us-afterwards-but they are not the phenomena of an excitement". He claims that the "transsubjectivity of the image ... cannot be determined once and for all, for the poetic image is essentially variational, and not, as in the case of the concept, constitutive" (1994, page xix). This means that while "The poet does not confer the past of his image upon me ... his image [nonetheless] immediately takes root in me", in such a way that although the image "is not an echo of the past ... through [its] brilliance ... the distant past resounds with echoes, and it is hard to know at what depth these echoes will reverberate and die away" (Bachelard, 1994, pages xvi, xix) .
This focus on the variational is particularly evident in the perspective called transactionalism, where "The underlying premise is that a juxtaposition of ordinary events against extraordinary events enhances the involvement of the viewer in the narrative" (Aitken, 1991, page 115; Aitken and Zonn, 1994) . But as a return of the binary logic challenged by hybridity and simulation, this perspective assumes that the 'ordinary' is adequately understood, at least in opposition to the extraordinary. For those working from a transactional perspective, the 'image-event' (Worth, 1969; 1981) is the primary mode of communication between the film and its audience, and it is presumed to have "the same significance for the organism which produces it that it has to other organisms stimulated by it" (Aitken, 1991, page 116) . There is connection here with the film theory notion forwarded by Eisenstein (1943; 1949) that "elements of a production could be arranged in a formally determinable order so that a viewer would be aroused ('shocked' in Eisenstein's terminology) in precisely the intended manner and to the intended degree" (Carroll, 1980, page 9) . Though audience research is beyond the scope of this essay, suffice it to say that in a hyperreality of simulation it is unimportant whether or not image-events are always understood in the same ways and with the same intensities by everyone encountering them, because what matters instead is the endless disturbance of any dichotomy of the ordinary and extraordinary.
Both the films reviewed here are repeatedly disturbed in this way. In Field of Dreams Kevin Costner plays Ray Kinsella, a New York baby boomer raised on baseball, the 1960s, and an unresolved struggle with his father (who had played briefly in the minor leagues). Ray was not born to the (arming life but persuaded to try his hand at it by his wife Annie (Amy Madigan), whom he met at school in Berkeley, as an English major. As Ray puts it, the only thing they had in common was that Annie was from Iowa and that Ray had once heard of Iowa. The opening voice-over sequence ends with what presumably is home movie footage from the mid-1970s of Ray and Annie standing in front of the realtor's sign planted in front of the farmhouse they have just bought near Dycrsvillc, spontaneously mimicking the pose of that quintessential icon of midwestcrn rurality, Grant Wood's American Gothic Fading to present day (1988), our first glimpse of how this rural yuppie fantasy has played out so far in Ray's life seems to indicate that things have worked out fairly well, the horizons full of tall corn and Annie sitting on the porch swing spending time with daughter Karen before calling Ray in for dinner.
But Ray soon hears a mysterious Voice over the rustling of the corn, prompting him to risk one fantasy after another, a dangerous path to tread, as it turns out the Kinscllas are facing foreclosure. Nonetheless Ray follows the first message he hears ("If you build it, he will come") and clears away some of his crop before he has had the chance to harvest, laying out a gravel-trimmed baseball diamond complete with bleachers, a backstop, and outfield lights. After that, the field is visited by the ghosts of baseball greats whom Ray and his family can see but who remain invisible to the menacing banker and most others until the appropriate moment at the climax of the story. A second message from the Voice ("Ease his pain") sends Ray to Boston to find Terence Mann (James Earl Jones), a reclusive author and leading activist of the 1960s; Mann had once given an interview in which he confessed his love of baseball and his sense of loss when his childhood stadium was torn down. The final message ("Go the distance") is delivered to both Ray and Terence at a ball game in Boston, sending them to Minnesota on the trail of Doc Graham (Burt Lancaster), a good Samaritan of local legend who had dropped out of major league baseball and returned home to take up a medical career before ever getting the chance to face a professional pitcher. By the end of the film, the flights of fancy the Voice has prompted Ray to undertake lead to resolution of every tension-the banker changes his mind about foreclosure, Doc Graham gets to play ball with the pros, Terence Mann is no longer embittered, and Ray gets to make up with the shade of his estranged father (the "he" of the mysterious first message).
Field of Dreams begins just before sunset in the calm of a clear sky: Miles From Home by contrast starts at night in the middle of a powerful storm. Strictly speaking, there is an introductory segment in this film too, but whereas Ray got to tell the background of his story, in Miles From Home his counterpart is not so lucky. Frank Roberts (Richard Gere), together with his kid brother Terry (Kevin Anderson), has inherited the family farm. Yet it is not just any farm but the operation which nearly thirty years before had been the 1959 Farm of the Year. This was supposedly the farm visited by Nikita Khruschev; indeed, the Soviet premier did come to Iowa in 1959 but the Farmer of the Year was Roswell Garst, whose operation was located near Coon Rapids, clear across the state from the Buchanan County scenario of Miles From Home. Nonetheless, the opening sequence of the film shows hubcap-level shots of big cars with diplomatic flags pulling up the Roberts's driveway, a flock of flashbulbwielding newsmen and white-gloved ladies-auxiliary members crowding to watch Khruschev shake hands, kiss cheeks, and give bear hugs to Frank Roberts Sr and his two shy sons standing stifily in their Sunday best. But this newsreel memory-that of Frank Jr, whom we soon find anxiously awake sitting by the window as the storm closes in-is all presented in silence. In other words, right from the start of Miles From Home, the rural and those who live in it are presented as having little or no voice.
Indeed, instead of the whispered voice of a disembodied spirit, Frank's inspiration comes in unevenly measured doses of fury and wordless despair. Early on in Miles From Home, we are informed of the harsh economic lessons learned by American farmers over the last thirty years, of how while corn prices have risen since 1959 from $ 1.05 to $1.25, a combine has risen in price from $6000 to $ 130 000. By the time the bank closes in for the kill, Frank and Terry have been reduced to holding endless yard sales in hopes of raising even a little extra cash by letting their (equally poor) neighbours pick over their dwindling pile of antiquated possessions. Not insignificantly, the banker who forecloses on the Roberts farm was a childhood friend of Frank's; indeed, their fathers had worked together. A similar device is used in Field of Dreams to represent the rural as a site of intimate linkage of political economy with sense of community, in that the banker who is pressuring Ray to accept a face-saving foreclosure arrangement is also his brother-in-law. In any case, the angst of the 'real' (hereditary) farmer Frank Roberts provokes an even more violent act than the midlife crisis of the ersatz (urban transplant) farmer Ray Kinsella. Refusing to stand by while the bank evicts them from their home, Frank (with Terry's unquestioning assistance) torches the house and all the crops in his field. From this point on, the greater part of the movie deals with the aimless adventures of the Roberts brothers as they try to come to grips with what they have done. By turns, they steal several cars, damage several more, botch an attempted bank robbery, hide out at a neighbour's farm, take a trip to the Great Jones County Fair to spend extravagantly the money they have been paid after giving a clandestine interview to the Rolling Stone magazine, and even briefly return home (or rather, to its smouldering remains). At the close of the film, the pressures of not knowing what to do next have torn the brothers apart. Terry, who has become involved with a woman named Sally (first met at a yard sale before the brothers burn down the farmstead), decides to take his chances by surrendering to the police; Frank is last seen speeding north to Canada and the hope of an anonymous new life.
The production of these films is indicative of a hyperreal telescoping of identities apart from the locales of which they were to be representative. As is usually the case, Miles From Home and Field of Dreams featured Hollywood stars and other professional actors, with local people being used only ever as elements of scenery. Though it is not impossible to document 'real life' on film, most movies do not in fact re-present anything; nonetheless, the simulations they manifest (in these cases of rural Iowa) have powerful effects in terms of the viewing public's development of perspective. A strong tradition in cinema theory called 'auteurism' emphasizes the role of directors and their singular artistic sense of a script in the production of meaning in a film. More than just capably translating a story from the page to the screen, directors are credited with the skillful crafting of a particular vision of what a film can be. Auteurism holds that "To acquire that vision requires an immersion in the context of the film" (Aitken, 1991, page 114) . Gere and Anderson prepared for their roles in Miles From Home by working for two months on an Iowa farm mistakenly credited in the video release of the film as located in Illinois; meanwhile screenwriter Chris Gerolmo prepared for the film by listening to the Nebraska LP of New Jersey urbanite Bruce Springsteen.
All of this is in line with Baudrillard's contention that simulation is that which is always already reproduced; in this case, the representation of rural locality in the film is detached from any particular location. Moreover, the simulation is always better prepared to portray reality than is reality itself. In this regard, the promotional information for the video version of Miles From Home speaks of the "prospering corn, hay and bean fields" of the Worthington, Iowa farm on which the stars worked, as though work on a farm facing foreclosure-that is, more exactly approximating the situation faced by the Roberts brothers-would not have been as conducive to the kind of osmosis the actors needed to experience in order to have a truly 'rural* identity (whatever that is) come naturally to them on screen. The point here is that, insofar as our presumptions of what kinds of social interaction are deemed appropriate in a given place are as important as the actuality of interaction between people (Bourdicu, 1977) , representations of social interaction have powerful effects in shaping those presumptions and actions taken on the basis of them. But the presumptions made by a film belong not only to its director, and the limitations of the auteuristic perspective should be self-evident.
After all, the director's vision is not only susceptible to immersion in simulation rather than context. It is also modified by production constraints facing the studio financially and logistically, as well as by social and cultural trends the violation of which could provoke such unwanted forms of reception as censure or apathy (Mast and Kawin, 1992) . Needless to say, the importance of cinematic representation also goes beyond the immediate relationship of an audience with the geographic imaginary revealed in an unfolding sequence of image-events. The successful production and circulation of movies always reveals much about the cultural, social, political, and economic milieu in which the imaginations of filmmakers and filmgoers can interact. Burgess and Gold (1985) have written about the influence of the mass media in constructing and reinforcing representations of landscape in popular culture, as has Zonn (1990) , and Godfrey (1993) considers regional depiction in contemporary films about the Amazon. Related investigations in the local specificity of place are also being developed in analyses of the 'textual community* (Duncan, 1990; Duncan and Duncan, 1988) . Such work joins that of Williams whose idea of a 'structure of feeling* becomes increasingly important in this project given that it promotes "the redefinition of productive forces to include categories of consciousness" (Longhurst, 1991, page 234) . Importantly, Williams (1977) emphasizes that a multiplicity of structures of feeling may exist alongside class relations or the ideologies of particular classes, rather than just being their strategic artifacts. Similarly, Adorno considered landscape as "an ambiguous synthesis whose redemptive and manipulative aspects cannot finally be disentangled" (Daniels, 1989, page 206; Jay, 1984) . In any case, given that the production of knowledge these days is powerfully connected to such media sources as film and television, the simple fact that actors and screenwriters are place insensitive as regards their interaction with representations of rurality implies a great deal about the status of everyday struggles that they appear to be portraying.
Rurality and the end of history This foregrounds the issue of history in a new way, not least of all because of the confusion existing over what different intellectual efforts define as the 'end of history'. Both Fukuyama (1989) and Baudrillard (1987) have used this term, but despite efforts to consider both as evidence of political conservatism (Best and Kellner, 1991, page 135) nothing could be farther from the truth. Fukuyama displays the nearsightedness characteristic of much of the political establishment in claiming that the fall of communism has somehow proved the eternal worthiness of American-style capitalist democracy, thus permitting him the opportunity crassly to declare an end to historical experimentation. Baudrillard also believes that we have entered an era which suppresses further experimentation with social organization but he hardly considers this something to be celebrated. In the hyperreal, events have no consequences or, rather, we are unable to come to grips with them long enough to discern what the consequences are (Baudrillard, 1995) . This is a powerful argument, so long as we understand that it does not suggest that events do not occur in reality but something much more sophisticated-that our attention and our abilities to act on the basis of contemplation and discussion about events are under considerable pressure.
(2) Unfortunately, attempts are made (Best and Kellner, 1991, pages 274-283) to equate a postmodern critique with the elaboration by some (Bell, 1973; 1976 ) of a 'postindustrial society' theme. In such attempts, the 'end of history' theme appears again but caution is warranted in assessing the similarities of these positions. It can be demonstrated that the 'postindustrial' society is anything but (Agnew, 1987; Frankel, 1987) , and it is certainly the case that even Baudrillard does not believe that we have left production behind us. Indeed, his claim instead is that:
"The spark of production, the violence of its stake no longer exists. Everybody still produces, and more and more, but work has subtly become something else: a need (as Marx ideally envisaged it, but not at all in the same sense), the object of a social 'demand', like leisure, to which it is equivalent in the general run of life's options. A demand exactly proportional to the loss of stake in the work process. The same change in fortune as for power: the scenario of work is there to conceal the fact that the work-real, the production-real, has disappeared" (Baudrillard, 1983a , page 47; italics in the original). Such concerns about the end of history sound an alarm about the outcomes of the so-called Enlightenment project. One of the objectives to coalesce out of that broadly defined project was the eradication of scarcity in the hope that with adequate resources each human being might have ample opportunity to develop to the fullest of his or her potential. But Baudrillard's argument is that now we live in an era which denies production any 'social finality' by making everything always already reproducible (1983a, pages 99 -100). Social finality-in oversimplified terms, the investiture of a thing with 'one-of-a-kind' status, a form of scarcity-supported meaning by loading judgements about the course of actions with the implication that matters could not be taken lightly. Aitken (1991, page 106) subscribes to this view when he suggests that "Meaning in cinema, as in real life, is often displayed effectively when events raise it above the level of the mundane, beyond the clutches of habituation". In an immediately reproducible scenario, however, judgements can made superficially or even not at all because any damage done to the system is erased by the eternal return of the system. There is a sense in which the mundane continually catches up to and even anticipates the exceptional, eroding its impact as especially meaningful by having always already reproduced it.
The possibility that we have reached the end of history haunts the representations of rurality deployed by both of the films investigated here. In Field of Dreams, while (2) In this connection, many (Norris, 1992) have, for example, misunderstood Baudrillard's apparent refusal to admit that the Gulf War occurred (1995) whereas what Baudrillard is highlighting is the way in which we are no longer able to appreciate the significance of such matters as 'war'. Casualties occur but they are forgotten (except by only a minority) almost as soon as the fact of them is revealed; for that matter, some deaths have become less significant than others, apparently harmlessly inflicted by 'friendly' fire. The discursive construction of war has been changed dramatically (literally), including by conversion of battles into 'operations' and kills into 'scores', and by the application of Hollywood-script codes (for example, Desert Storm). Likewise, in an era of the hyperreal, only the Marines were surprised to find an army of reporters waiting for them as they hit the beaches in Somalia in December of 1992-events are increasingly anticipated, promoted, explained, and summarized in advance. As the Pentagon insisted while censoring gunship footage of Iraqi soldiers being strafed, "If we let people see that kind of thing, there would never again be any war". In this connection, one of Foucault's last observations was that the modern state (contrary to its own rhetoric) does not exist as historic continuity and rationality, but "... in permanent competition with other countries, other nations ... so that each state has nothing before it other than an indefinite future of struggles. Politics has now to deal with an irreducible multiplicity of states struggling and competing in a limited history... the State is its own finality" (Foucault, 1988 , pages 151-154; see also Luke, 1989; OTuathail, 1993) .
Ray is puzzling over how to make sense of the second message delivered to him by the Voice ("Ease his pain"), his wife Annie takes him to u PTA meeting where a narrow* minded woman demands that a novel be censored by the local school board. As it turns out, the novel was written by the author Ray later travels to Boston to locate, but more directly the scene allows Field of Dreams to sound off against limitation on personal expression. It is Annie, not Ray, who does so, and the way in which she challenges censorship is by appealing to the anxious crowd to avoid reproducing a Stalinist regime in their Iowa community. Interestingly, Field of Dreams revives this sense of Cold War paranoia and superpower competition as part of its optimistic appraisal of rural community, whereas Miles From Home only ever recalls it in Frank's black-and-white slow-motion newsreel memories of childhood. But even then it is a wistful reminiscence, as though that earlier representation of the rural as Cold War frontline framed reality more satisfactorily than is now the case. As the lens of that representation was widened, the rural was also seen as the frontline against all sorts of alien influences, the guarantee of the homesteader's frontier found in the hemispheric security of isolationism and later on in policies of containment. To elude local police and state troopers, the Roberts brothers resort to stealing a scries of cars. The first vehicle they take is deliberately chosen-a Mercedes Benz belonging to an agent of the Farmers Home Administration (FHA), with a note left on the windshield of their abandoned pickup sarcastically thanking the FHA for being a 'friend' to farmers. There is no mistaking the characterization of Benz as foreign and of the car theft as at least in part a protest against America's abandonment of its own producers.
Indeed, so long as the frontline remained internalized as the heartland, rural America was not the loathsome figure imagined earlier in the so-called 'Revolt from the Village* (Hifler, 1969; Van Doren, 1968) . According to this representation of rurality, the best that could be hoped for was that all trace of human spirit in the countryside might yet be rescued by further urbanization. Frontier and small-town life was conceived of as repressive, ignorantly conformist, and hypocritical. By contrast, urbanization was imbued with a character permissive of experimentation and expression: "The positive values one normally associates with the city-tolerance, innovation, enthusiasm, nonconformity-are products of city life precisely because of the large and shifting populations in metropolitan areas" (London and Weeks, 1981, pages 37-38 ; emphasis added). The first long phase of American globalization had the effect of normalizing this big city myth but with the development of the Cold War this rhetorical bearing was lost. The arms race made urban centres primary targets of mutual assured destruction, the bewilderment of the undeclared war in Vietnam focused attention on cities as the principal staging ground for the youth movement's antiestablishment protests, intersecting tensions regarding race and poverty converted cities into sites of violent unrest, and after Watergate urban areas were tainted as capitals of only ever corruptible leadership. Thereafter, the rural had as it were its own place again, one which the rough facts of economic restructuring and superpower exhaustion have subsequently done much to erode and dislocate. Nor is this mere rhetorical exercise on the part of filmmakers (and essayists)--on highway 136 near Worthington en route to the Field of Dreams, a farmer has erected a sign depicting barbed wire barricading the plea "Save America. Stop Relations With Communist Nations."
Indeed, more work needs to be done to elaborate the connections between discourses about rurality and the importance of 'history' to the creation and maintenance of a national role in a global narrative. Of course, much which is labeled postmodernist critique celebrates the decline of the global and contents itself instead with the exploration of localized possibilities of semiotic resistance to oppressive social formations. But others complain that the lack of an overarching 'totalizing' analytical framework divorces postmodernist theorization from principled consideration of what, if anything, constitutes a political subject (for examples, see Gates Jr, 1992; Hartsock, 1990) .
The fate of the rural would seem to lie somewhere in between these two extremes. To begin with, it could be argued that representations of rural identity have hitherto by and large emphasized political quiescence. In this case, efforts by farmers and the denizens of small towns to speak out against the ways in which such representations limit attention by others to their current problems encounter all those difficulties of the dissolved subject so anxiously noted by feminists and minorities. When, in Miles From Home, Frank rehearses the standard claim that farmers built the country, a diffident interviewer from the Rolling Stone suggests that the rural for which he pines no longer exists, except as a 'Time-Life' simulation. When Frank maintains that this is not the case, the interviewer's cynicism draws angry complaint from Terry to the effect that nobody bothered paying attention to the plight of farmers until it was too late; in other words, that the media are only ever necrophiliac about such situations.
In Field of Dreams it is similarly implied that America's past arose from the rural space and that the very best of it-even, like Doc Graham, that part of it which was not adequately appreciated in its own day-is considered still evident there, if we can just get beyond obsession with such apparently unnecessary matters as rising costs of living, poor harvests, and rapacious lenders. In his final showdown with his brother-inlaw who has come to foreclose on the farm, Ray is persuaded against selling and giving up on the Field of Dreams first by his daughter (the voice of innocence) and then by Terence (the voice of experience). Karen tells her father that the overdue mortgage payments can be funded by simply waiting for tourists to show up willing to pay for the privilege to watch the ghosts play ball. Baseball may have become big business in big cities but surrounded by the cornfields of Iowa it is restored to its true form as a game and a source of the kind of renewal people look for when they go on vacations. Rationalizing this scenario, Terence adds: "People will come, Ray. They'll come to Iowa, for reasons they can't even fathom. They'll turn up your driveway, not knowing for sure why they're doing it. They'll arrive at your door, as innocent as children, longing for the past .... They'll pass over the money without even thinking about it, for it is money they have and peace they lack .... And they'll watch the game, and it'll be as if they'd dipped themselves in magic waters-the memories will be so thick, they'll have to brush them away from their faces. People will come, Ray. The one constant through all the years has been baseball. America has rolled by like an army of steamrollers-it's been erased like a blackboard, rebuilt, and erased again. But baseball has marked the time .... This field, this game, it's a part of our past, Ray. It reminds us of all that once was good, and that could be again". But McLuhan said that we enter the future looking through the rearview mirror, in the sense that significance is increasingly assigned only to that which has been evacuated of anything to which meaningfulness might attach itself and for which it is too late for significance to provide influential gravity. This is why the idealization of the rural served up in Field of Dreams extends even to the assumption that the economy is stable and strong-that in the everyday life of the average citizen (despite the severe farm crisis going on during production of the film), it really is simply the case that "it is money they have and peace they lack". Likewise, when their interview is done, a photoshoot deliberately portrays the Roberts brothers as cowboy mavericks, throwing corn away from the camera now that they have got black hats, pricey shades, and fancy boots. Unable to afford the possibility of holding onto the farming life, they evidently can now afford the possibility of throwing it away. That is, the alchemy of celebrity converts despair and criminal mischief into a focus of radical chic, the refugee nomadism of the dispossessed into a liberated nomadism of particular human beings transformed into globalized images, What is at issue here is the simplicity with which such instantaneous mutation of the terms of significance occurs.
In line with this context-free scenario, much of Miles From Home (and Field of Dreams to a lesser extent) is appropriately positioned inside cars moving rapidly down unmarked roads with no easily discernible landmarks. For the most part, these are clearly farmer-to-market roads but the rural scenery is detached from the particulars of its fields, its slopes, its gullies and copses, its porch swings and lawn ornaments and roadside mailboxes and children's toys scattered on its driveways. The scenery of the real is reduced to a blur, or to a silent shadowy backdrop, as Frank and Terry pass through small towns late at night. These modes of staging contribute to the 'structural psychology' (Carroll, 1980) of the simulations deployed by Miles From Home because "although the meaning of a film is inferred in large part from images and sounds, meaning is also clearly that which the director implies in her or his arrangements and sequencing of the elements, units, and parts of the film" (Aitkcn, 1991, page 107). Fittingly, the pivotal confrontation between the brothers-throughout the film Terry has clearly been disturbed by Frank's actions, and his own voiceless complicity with them-involves Frank deliberately ramming several cars parked on one of those darkened rural streets. That Frank is willing to destroy a material reminder of the rural folk to many of whom he has become a hero, that the cars of those faceless noncelebrities are idle, and most of all that absolutely no one comes out of the silent darkened houses to see what all the clamour is about says much about how little the rural real matters once the Roberts brothers have been made over into media icons sufficient to stand in not as a representation of it but as a simulation behind which reality has become superfluous.
Indeed, if this was not obvious before, it certainly becomes so at the close of the film. Simulation is described by Baudrillard as necessarily proliferative, endlessly reproducing itself in order to avoid being tied down to any specific context by the gravity effects of reality. Frank and Terry have been converted into a masculinist simulation of the rural (itself already doubled by being refracted through two men instead of just one).
(3) It is a simulation, first of all, that we had assumed the rural was supposed to be, second of all, that we now suspect or cynically shrug it off for being, and, third of all, that we obstinately demand that it remain despite the ways in which that contradiction between the actual and the desired crushes rural people with the burden of generally dismissed consequences. Nonetheless, Baudrillard understands as well that simulation is never entirely independent of a relation to reality. He describes the 'strategy of the real' as a varied range of tactics whereby every effort is made to reassert referentiality in the face of proliferating simulations, to force context and a more specific meaning onto simulations which are otherwise marked by their volatility and chamaeleon significance (Baudrillard, 1983a, pages 38-49) .
In this regard, it is possible to consider the end of Miles From Home as a promise not of the survival of the rural but only of its simulation, of a persistent but now zombie existence after the end of history. Frank and Terry have been sundered, the burden of supporting the simulation of the rural too great for them to continue as they were. Terry has spent a night with Sally and early the next morning meets Frank-in (3) It is of course entirely appropriate at this juncture to demand attention to the overemphasis in both films on male and/or mobile subjectivity but considerations of space sadly leave such important work to be developed elsewhere. Happily, worthwhile efforts have already been launched in other quarters by the likes of Bruno, Friedberg, Kirby, Silverman, Deutsche, and others.
the parking lot, of course, once again positioning the simulation in a space of ongoing or potential mobility-in order to tell his brother that he intends to surrender to the police and take his chances with the law (Sally's father is an attorney who has promised assistance). The Roberts boys embrace, Frank (in film cliche) finally declaring his love for Terry, and then Frank drives off, his last words on camera suggesting that he feels he has forgotten something. Whether this is his brother, Jennifer (Sally's cousin and summer sidekick), the foreclosure and the fire, Khrushchev's visit to the Farm of the Year, or the rural reality in general is both unclear and, as it turns out, irrelevant too. For the film ends with two boys, possibly brothers (one shorter and perhaps younger than the other), headed down a country lane to a rousing score after Frank's last stolen car roars past in a comet trail of dust and vanishes over the empty horizon headed to Canada, leaving behind only his black cowboy hat which the boys take up as a souvenir of his anonymous passage. "He's either way behind or way ahead", one of the boys remarks and, in the unresolved ambiguity of the comment, with the boys shuffling up the road after the retreating vehicle, the simulation which had been at risk of becoming too firmly attached to Frank and Terry Roberts is reincarnated with nothing left to show at the end of the reel but its production credits. Roads and travel play a part in the representations of the rural and its power found in Field of Dreams as well. It is on the road back to Iowa from Minnesota where Ray and Terence find Doc Graham, or rather his youthful ghost. History in this case has become a hitchhiker, available to us only while we are on the move and only if we see it standing by the roadside in time to avoid passing it by.
Children of the corn: the natural as space for representation One effect of suggesting that the rural is available only from the perspective of the brief glimpse is to recall historical shifts in what has characterized its cultural landscape. Indeed, to take the heartless view for a moment, it should be noted that there are grounds for not focusing attention on rural America or at least not focusing so intensely on farmers. Since the end of World War 2, the farm population has declined precipitously from 30 million to 5 million-indeed, Iowa lost 20% of its farmers just during the 1980s (Porter, 1989; Prairieflre, 1988) . As is the case throughout much of the country, depopulation and economic distress threaten the continued survival of rural Iowa [Fuson (1986) writes about 'abandoned' Iowa; see also Fruhling, 1987; Goldman and Dickens, 1983] . Rural decline has proceeded to the point where proposals for development of such areas sometimes even disregard the remaining inhabitants to emphasize the possibilities of letting the country revert to wilderness for recreational opportunities or preservation of otherwise vulnerable nonhuman species (Jackson, 1990; Popper, 1993 ).
Yet on the other hand, as Bloom (1996, page 36) notes: "The rural Heartland is up for auction, and the bidders are thousands of new pioneers arriving each month. They are taking the places of the old who are dying and the young who are leaving. In not just a few windblown towns, the newly arrived are immigrants, driven from their homes in Asia, Latin America, Africa, Eastern Europe ... . The number of legal immigrants who arrived in America between 1990 and 1993-10.6 million-is nearly double the number of those who arrived the preceding 13 years .... Increasingly large numbers of immigrants are moving east and west, converging upon the Heartland in waves of secondary migration. While the overall growth of rural small towns nationally has taken a nose dive since 1980, the number of Asian immigrants who have moved to rural America has jumped 42 per cent to more than 600,000 and the number of Hispanics has increased 23 per cent to more than three million. In Minnesota, the Hispanic population jumped 68 per cent in the 1980s; in Kansas it grew 48 per cent; in Iowa, it rose 28 percent/' The farming landscape, physically and culturally, remains the persistent token for all things taken to be rural for many of these new settlers (Baum, 1985; Boswcll, 1997; Wcstfall, 1989) despite the fact that geographers and sociologists have long noted that these are not equivalent terms in point of fact. Indeed, less than 10% of the rural population of the USA engages in farming. Rates of foreclosure and rates of outmigration arc still rising, albeit more slowly now than was the case a decade ago, but a lasting impression of the most recent round of farm crisis is felt in Iowa, a state which lost 10% of its formers in 1984 alone. But it is not just the cultural landscape of farming which suffers diminution; small-town America is also under assault from the changing demographic situation, One out of every five counties in Iowa (out of a total of 99) now has fewer than 10000 residents and fewer young families than a decade ago; a principal consequence of this demographic change is that farmland is being concentrated in fewer and fewer hands.
Nonetheless it would be wrong to assume that exposure of the simulations of rural Iowa produced by these films can only ever contrast a portrayal of past idealized farm life with the present material reality of farming, The fact of the matter is that the farm is still central to the rural landscape of the American imagination and the farmer is still the most familiar occupant of that landscape. The elision of farming and the rural, no matter how inaccurate, is therefore not exceptional but common and thus of consequence as more than seemingly faulty perception. Indeed it is the magnetism of this persistent social imaginary that lies behind barn conversions or the renting of houses surrounded by active farming operations involved in the urbanization of the countryside, New arrivals on the frontier are unconcerned about its official closure quite long ago but often undertake considerable economic investment to live in the midst of an increasingly dilapidated farming landscape to which they do not contribute, all in order to sustain a "structure of feeling" of rurality (Williams, 1977, page 13) .
The romanticized idealization of collapsing reality produces several effects, one of which is to suppress expression of that reality and its transformations except through the codes and enframing techniques of idealization. Media such as Hollywood films work not to accommodate reality but to harvest bits of it selectively and process those selections in their own terms. Rural people and places thereby wind up suffering the stereotyping procedure:
"Iowa is afflicted with a nagging, persistent inferiority complex-the notion, frequently expressed by those arrogant Easterners, that the only culture in Iowa is agriculture .... To such people, Iowa is a study in minimalism-a flat, featureless terrain, populated primarily by pigs and pick-up trucks-and life in Iowa is something akin to monastic austerity. Their profile of the average Iowan is a weatherbeaten, straw-chewing farmer in a seed-corn cap and bib overalls who occasionally climbs down from his tractor, wipes his brow with a soiled bandana and drives in to the local cafe to discuss the weather in a monosyllabic monotone. In their minds, 'Hot enough for ya?' is as close as an Iowan ever gets to Socratic inquiry .... But the stock conception of Iowa becomes a misconception when it assumes that such a pastoral location is incompatible with culture .... The character of Iowa is not flatness, but balance" (Barclay, 1991, pages 47-49, 52 ). As such observations suggest, nature plays an important role in such dubious claims made for rural places that they are somehow more genuine, authentic, or real than other areas. Such a role can be discerned in New York architect Agrest's recommendations to the Des Moines Vision Plan to border the approaches to Des Moines International Airport with 'farm art': "... purposefully planted and plowed acres carefully cultivated to create picturesque farm atmosphere .... She doesn't want future air travelers arriving at Iowa's busiest airport to miss the main point: that they're about to land in Iowa, The Farm State" (Oliver, 1992, page 130) . Oliver goes on to insist: "Let the rest of the nation, when it infrequently turns its thoughts to Iowa, think of us in some 1955 Hollywood time warp of endless farms and bright, prosperous small towns that seemingly go on forever. You and I know better" (page 130). Similar farm art has now been planted outside the Cedar Rapids airport; the artist involved planted his picture in homage to Grant Wood. Likewise, during the 1996 presidential campaign, planners of a visit to eastern Iowa by Vice President Gore hired a theatrical set designer to erect a stage and lecture podium festooned with corn stalks and prairie grasses. The notion deployed was to make the scene unquestionably recognizable to the national media, regardless of the fact that barely a scrap of native prairie remains to be found anywhere in Iowa.
In some ways, the portrayals in both films of a rural space noticeable this way only in transit connect to representations that constitute rural identity as voicelessly stoic by positioning it always at the margin of the social terrain. The rural can thus become idealized as a timeless place; that is, as a place apparently always already without history, outside the reach of historical forces. Under such circumstances, the disturbance of previous representations of the rural allows for a reorientation toward any project of making history because it now becomes possible to consider history as active instead of merely reflective (Foucault, 1984) . The value of such reorientation lies in recognition of the fact that "Not all people exist in the same Now. They do so only externally, by virtue of the fact that they may all be seen today. But that does not mean that they are all living at the same time with others" (Bloch, 1977, page 22) .
Whether rural or urban, social space and time always constitute "a realm of merely virtual or deferred tensions" (Lefebvre, 1991, page 174) . Indeed, for Thrift, about rurality and the possibilities of interpreting it these days: "we now live in an almost/not quite world" (1994, page 192 ). Lefebvre's tripartite scheme concerning the 'production of space' helps in understanding these tensions by distinguishing between three coexisting moments of habitual spatial practice, dominant representations of space, and subversive spaces for representation. The first of these {spatial practice) is related directly to the spatial division of labour promoted by the dominant mode of production at any given historical juncture. Reinforcing and naturalizing these practices are representations of space which emphasize, for example, the significance of openness or enclosure, vertical or horizontal arrangement of elements of the built environment, massive or minimal ornamentation, etc. The third moment of this scheme has to do with the proliferation of what Lefebvre referred to as spaces for representation, in which dominant spatial arrangements are challenged (as especially in artistic expression). Although reference to dominant discourse continues, this does not amount to rehearsing surrender to its spatial practices but their exploitation to open up novel identity forms. Lefebvre's spaces for representation subversively respond not only to identity categories preferred and promoted by dominant spatial practice but generally speaking to the whole attempt to engage in categorization procedures.
Clearly, the implication that such spaces for representation can be identified any more easily in a rural than in an urban setting should be approached with caution. Aitken and Zonn (1994) have considered the aesthetics of place developed in the selection and presentation of motion picture locations, and Rose (1994) has written about the cultural politics of place in two films about urban areas. In one case she notices that, even as dominant spatial practice made for a constricted sense of space (tor example, by encouraging land development which closed off access to a river resource and contributed to the neglect of local amenities), it produced an opportunity for the remaining locally significant zone to be fashioned as a space for representation defined by a sense of 'insidcrncss'. Avery different space for representation is exposed by the other film Rose reviews, deliberately less dependent on organization by the malignant political economic activities of outsiders, shifting fiuidly between scenes in public and private spaces. A collage of effects can make for the opening of space for representation within the urban landscape.
However, the common tendency to view the rural simply as the repository of the urban has to be resisted. The possibility has to be left open that, even if the rural population is simplistically homogenized and identified as a dominated class, "The everyday discourses of [this class may be) formed largely outside the control of the ruling class, and embodies significant beliefs and values at odds with it" (Eagleton, 1991, page 35) . In this regard, Cooke (1985; has elaborated on Gramsci (1971) to consider the possibility that the practices of differing classes can become 'regional markers' of different types.
Under such circumstances, nature and the natural contribute to the production of an interstitial space in which are exposed tensions existing between representations of space and spatial practice. Exposed, on the one hand, is the evaporation or exhaustion of history as a motivating force for identification of place, whereas exposed, on the other hand, are persistent everyday efforts to attribute meaningfulness to place-specific forms of social interaction. Though this role of the natural space is no less true of places considered urban, it is more obvious in places deemed rural because of the ways in which we have represented and continue to represent them.
As agricultural plot, as the cowboy's range, as the pioneers' frontier, and even as tourist destination for the experience of wilderness, rural nature provides many opportunities for relating history, place, and meaning to each other. Sometimes connections are made which reinforce dominant spatial representations, whereas in other instances connections are made which either present an alternative representation or challenge the very possibility of aligning history, place, and meaning in any stable formation. On this latter score, the Children of the Corn movies deliberately make of nature and the natural a source of power over which the social has no control. In the 1984 original, a young couple discover that a charismatic preacher in a midwestern farming town has mesmerized children into murdering adults in order to appease a satanic demon lurking in the fields. No matter how campy such movies are, they nonetheless bear some resemblance to the films under investigation here. In Field of Dreams, after Ray has built the baseball diamond, he is understandably anxious about having to continue to submit to the mysterious urgings of the Voice in his cornfield (what there is left of it). Nonetheless he is soon on the road headed to Boston in search of Terence Mann, telling Annie that he has no choice but to deal with "primal forces of nature".
Both films portray the social as a masculinist enterprise set in a natural space. While watching his brother incautiously spend their payoff from the Rolling Stone interview at the Great Jones County Fair, Terry describes his father as a "king", the Farmer of the Year no mere agricultural operator but a patriarch of considerable stature precisely because of his command of a relationship with nature. This said, the relationships that obtain between men and nature differ markedly from one narrative to another. In each case, lead female characters are confined to blindly supportive roles for the most part, but female passivity is not always enough to sustain the simulations of the rural constructed in these films. In Miles From Home, even before they have stolen their first car, the Roberts brothers take refuge in a nondescript trailer park with a waitress who takes Frank to bed almost immediately after learning that he is the farmer reported in local papers as having torched his home and harvest. But it is not only Frank's sexual prowess which has been magnified as a result of his new celebrity, as the waitress implies that she and other mobile home residents are also of farming background. In other words, Frank gets to be sexually gratified for doing what other rural folk faced with foreclosure and the exhaustion of history did not do, namely, destroy a material context in which labour has stereotypically been characterized as more physical than mental.
This too is in accord with the logic of simulation, in that a reality of physical labour productive of lasting results is superseded by a hyperreality in which only the most transitory effects of physical labour are necessary to represent an identity. Another example of this in Miles From Home comes when the Roberts brothers join a crowd of spectators lined up around an enclosure to watch a prize cow pull a sled loaded with heavy bricks. When the animal fails to manage the task, its owner whips it mercilessly despite protests from the spectators, prompting a drunken Frank to jump into the ring with his pistol drawn, shooting the cow to end its pointless struggle. When Terry urges his brother to flee before the authorities arrive, Frank points out that the crowd has moved to block the efforts of the police to reach them: "We're stars", he assures Terry, "they can't touch us".
Of course, in the trailer park encounter (as elsewhere throughout both films) stereotypical connections are made between female roles and characterization of nature. After all, in Field of Dreams it is Annie who is from Iowa and who persuades Ray to buy the farm. But Mother Nature has suffered much the same fate which has befallen rural society. Embodied by the waitress in Miles From Home, nature has been evicted from inhabiting the rural space except as an unsightly Winnebago loser rendition of itself. Or again, Mother Nature has been left to work as the dancer in a seedy topless bar who sets up the Rolling Stone interview for the Roberts brothers in an abandoned cabin in the middle of a cornfield. Indeed, much can be made of this characterization of nature as dilapidated and marginalized. We hear the dancer described as "exotic", having earlier heard Terry recall a childhood memory of the cornfields at home as a "jungle", beautiful but ensnaring, nature as full of risk as it is attractive. Later, the brothers are rousted by the police who have received a tip concerning their whereabouts, and this time when Terry runs it is through a field at harvest time, the plants as withered and ready to be degraded [that is, taken and (inan)handled in a violent, mechanical, disassembling way] as the dancer in the topless bar. Running also plays its part in Field of Dreams, as in the running of baselines, but this is running with purpose and where the element of risk is socially sanctioned evasion of authority (that is, the opposing players). Still, in both cases, the natural constitutes a zone of challenge and the possibilities of transgression, much as Lefebvre described the space for representation.
Part of the reason the rural can be so readily overwritten by simulation is because it is a commonplace to represent nature and experience of the natural as transcending a clumsier and frequently more disquieting experience of the social. Arguably, such representations of the natural assign it to a space for representation largely if not entirely beyond the reach of reason and rationalization. In this regard, it is worth noting that promotional material for Field of Dreams insists that Ray is "inspired by a voice he can't ignore to pursue a dream he can hardly believe". Of course, in Miles From Home, it is the dreamers, not the dream itself, who are pursued, but the point is that even dreams have suffered from the overdose of reality which simulation occasions, so that the only kind worthy of pursuit according to this view are indeed those which one 'can hardly believe'. Such experiences are of a type that resists articulation within accepted conventions of negotiating meaning inasmuch as it is impossible to make even 72! a first step toward comprehending them, Nature, as a space for representation, thus opens up a space of the kind sought by Adorno in which we should "literally seek to immerse ourselves in things that are heterogeneous ... without placing those things in prefabricated categories 1 * (Adorno, 1983, page 13; Dews, 1986) , However, Williams (like Fanon, 1969) finds his ability to leverage insight about the heterogeneous nature of the subject into programmatic statements 'occulted 9 --about the physical experience of place so often brought up in valorizations of encounters with nature "There's usually nothing to be said" (Williams, 1979, page 98) .
Indeed, when Frank and Terry finally run low of energy, they arc reinvigorated by deep communion with nature hiding out on a sympathetic farmer's property helping him bring in his crop. This is not the kind of intimacy with a particular place formerly provided by localized construction, evaluation, and reconstruction of history, but with a kind of csscntialized natural space silently devoid of verbal communication. Aitken (1991, page 106 ) is rightly concerned that geographers all too often miss the significance of landscape panorama, following Higson's lead (1984) to suggest that: "... these spaces need not be neutral backdrops, but can be read as real places which authenticate the narrative fiction. This use of environment can shift the narrative away from the particular to the general, i.e., to a broader narrative which may communicate underlying political, social or cultural meaning. Much remains to be said about how narrative films in general, and the portrayal of person-environment relations in particular, can bolster or subvert the discourses which frame contemporary geographies". Whereas earlier in the story celebrity afforded Frank and Terry the opportunity to toss corncobs away from the camera, in their return to the natural space they are seen throwing kernels at one another (that is, as though assisting each other with that kind of immersion sought by Adorno). In this rendition of hyperreality, the rural exists at two extremes, its nature inexplicable except through stirring soundtracks or the technologized volatility of a blurred automobile passage. Real places, with all the topographic detail of sedimented local history and all the density of everyday social interactions consequent of that particular sense of place, are not to be found except at the very start of the film in black-and-white voiceless reminder of a lost past which, once Frank and Terry burn down their father's house and crops, is not revisited again. Frank does try to return to the homestead but all he finds is a sign posted reminding passersby that the ruin belongs to the bank. History is exhausted, drowned by its own economic and political undertow, and even the fragments of it are vaulted away.
Under such circumstances, it is not surprising that we are told that in Field of Dreams Ray Kinsella turns his "ordinary" cornfield into "a place where dreams come true". The suggestion here is that farming is only ever a pragmatic operation, inadmissive of dreams, let alone dreams which could come true. Likewise, when confronted by his brother-in-law with the foreclosure notice, Ray is told by his daughter that the reason people will come to the baseball field (and thereby save the farm by paying for the privilege to watch ghosts play ball, much like the rerun of a 'live' TV show) is that they will first be disappointed in their visit to Iowa City. Given that Iowa City's reputation in the state is largely synonymous with that of the University of Iowa, the implication here is that an environment of learning and expertise is also inimical to dreaming, which in turn requires an environment of the nonurban and natural. Like farming, the urban is overburdened with pragmatism, but farming occurs in a space in which a pragmatic consciousness can be put aside, a natural space.
Indeed, Ray does not simply plow under his crop and stake out a baseball diamond. According to the promotional material for the film, he is engaged in a "quest", a word highly suggestive of the idea that history is not merely being restored at the Field of Dreams, but assigned the most romantic position possible, a grail which can rescue us from the infirmities of the present. Field of Dreams has been called a "glowing tribute to all who dare to dream", as though dreaming is a risky endeavour for which only some of us have the talent or gumption. Recalling that not only must we be willing to dare to dream but to risk dreams of considerable daring, one wonders for whom the film could possibly stand as a tribute. Yet despite all these conditions placed on the possibility of dreaming and having dreams come true, the film ends with a line of cars parading down the dusty road to Ray's house, headlights finding the way through twilight. Perhaps this amounts to a kind of rural response (or rather, the film-maker's response) to the preeminence often given to the psychical experience of urban space (Pile, 1996) .
Scorched earth: the exception as the rule
This sense of the space for representation as a zone of traversal emphasizes a conception of places not as fixed entities, but rather as only ever partially coherent. Developing this idea of the 'becoming' of places, Pred (1984; is particularly concerned with the intersection of the 'path' of the individual human agent and the 'projects' represented by institutional production of both spatial and social divisions of labour. In this conception of place, there is an assumption that the routine physical contact of the individual with familiar spaces on a daily basis (the path) plays a central role for a place to maintain a viable sense of cohesion. But what is really being described by Pred is what could be called a sense of the interior of place; by contrast, the liminal character of a place-that is, the extent of a place and the conditions of its passing over into a shape which we would tend to identify as another place altogether-is not well defmed. (4) Such work can be approached by study of media representations of paths and projects; for example, Adams notices a variability in relationships between interiority and liminality while writing about the construction of symbolic space by television (1992, pages 127-130) .
Postmodern analysis pushes this kind of thinking further to challenge the definition of place as constituted by the intersection of paths and projects on the grounds that there is no such thing as a consistently defined subjectivity of the individual found at such crossroads. Identity is converted into an unstable and fluid form within postmodern theorizations. In fact, there are postmodern positions which profoundly challenge the notion that what Pred would consider path-project intersections still involve anything we would want to persist in calling the 'social' (Baudrillard, 1983b) . To develop these arguments is to move into analysis of the phenomenology of lived experience that underlies so many of the positions found in the geographic literature on the roles played by locality. One way of entering this project is to attempt an understanding of how identities are increasingly centred at the level of the extralocal-especially under the influences of mass media-and then to determine whether (a) the extralocal has become the level of more genuinely social interaction than other scales, or (b) if in fact 'social' interaction as such is no longer possible at any scale of existence.
In this connection, Aitken (1991, page 106) suggests about film that "The impact of an image-event is based upon violating everyday expectations and thereby heightening the involvement of the audience with the film. As such, the portrayal of unusual imbalances and unique transformations between people and environments constitutes an important component of good cinema". But there are problems with this notion, not least of all because the violated expectations in Miles From Home are especially echoes For further discussion on this point, see Lawrence (1997) .
of real (no longer unusual) imbalances. So if audiences are aware of the exceptionalism Aitkcn believes makes for good film, what keeps them from applying the same standards of critical distancing to symbolic assessment of the destabilized real? Buffeted free of its connection to previous representations, the ongoing reality of rural places is at risk of no longer being taken seriously at precisely the moment when neglect of attention leaves it particularly imperiled. According to Aitkcn (1991, page 107; see also Zonn, 1984) , in order to make a meaningful impact, "the view of landscape presented to a spectator by a film must differ from the perceptual image received in direct experience". Perhaps, but for primarily urbanized audiences direct experience of the rural landscape is thin.
As previously noted, Bhabha (1988, pages 10-11) hopes for trespass outside these bipolar schemes of representation of Self and Other (urban and rural, normative and destabilized, etc) into **a place of hybridity, figuratively speaking, where the construction of a political object that is new, neither the one nor the Other, properly alienates our political expectations and changes, as it must, the very forms of our recognition of the 'moment'of politics". Massey (1992; Allen and Massey, 1995) has explored some of the technological connections to the possibility of maneuvering ourselves into such a place of hybridity, whereas others (Aitken and Wingate, 1993; Jones, 1997; Sibley, 1991; 1995b; Valentine, 1997) have all looked at the hybrid geographic experiences of children.
Such trespass against binary logic is undertaken in both of the films. In Miles From Home, the fixity of the rural scene in all its natural particulars remains unchallenged. The Roberts brothers torch the crops not because the corn is problematic but because they refuse to let it fall into the banker's hands-yet their identities as rural persons (as incarnations of the Self of bipolar logic) are certainly displaced. In Field of Dreams, on the other hand, the rural scene is itself displaced, no effort made after Ray plows under his crop to reminisce about the challenged agricultural past in a way which might revive the filmmaker's (and most filmgoers') stereotype of the rural Other. Though the 'us-them' logic is more strongly apparent in Miles From Home, the film at the same time volatilizes the 'us' of the brothers out of existence, and literally leaves 'them' (the bankers, the police, even the trailer park refugees of the farm crisis) only with the ruins of all that previously supported the oppositional relation. In Field of Dreams, us-them is also collapsed, into a new communal us paradoxically based on a return of the old but without any sense of the old them.
Thus in each case hybridization of us and them (as well as of now and then) does not necessarily produce either a new political object or a new political moment. Indeed, insofar as Ray and the Roberts brothers each in their own way revive a sense of meaningful history by risking everything on a potentially self-destructive act, it may now be the case that social organization has paradoxically come in large measure to rely upon antisocial action as its cue. That is, the normative may now be meaningful only in terms of crisis (Baudrillard, 1983b, pages 71-72) , the latter no longer the opposite of regularity but in every moment and under every circumstance its complement. Valuations of courses of action with regard to places which assert a normative as set against a crisis alternative ought therefore to be considered naive and suspect. Instead of a new political moment, there is only the amplification and magnification of the challenging conditions under which the present political situation continues to function. Media such as film and television play a central role in this process of reinforcing the normative only by repeated invocation of the rhetoric of crisis. Adams (1992, page 127) understands, for example, that: "Throwing a brick through a TV screen has no effect on what is seen on any other screen. Television's resistance to violent opposition thus is quite remarkable. This resistance can only be overcome by terrorism, because the immediacy and personal quality of terrorism virtually guarantee television coverage. If we view terrorism as graffiti aimed at television [that is, as a 'visible display of disagreement'], then it is interesting that television has means of cleaning itself of this graffiti. Many of the conventions of news reporting 'claw back' the meanings of insurrection, revolution, and terrorism by reiterating the ideologies of the dominant position and by organizing and arranging information that could potentially discredit the dominant perspective". Baudrillard goes even further, insisting that there is no longer any need for the meaningfulness of crises to be clawed back. In an age of the hyperreal, "all hold-ups, hijacks and the like are now as it were simulation hold-ups, in the sense that they are inscribed in advance in the decoding and orchestration rituals of the media, anticipated in their mode of presentation and possible consequences ... where they function as a set of signs dedicated exclusively to their recurrence as signs, and no longer to their 'real' goal at all" (Baudrillard, 1983a, page 41) . Crisis is no longer the Other of the social but has become its cue.
Nonetheless, representations of the rural persist in deploying a bipolar logic in dismissal of this situation, therefore producing only simulations of the real. For example, in reviewing some of the perspectives on the English village developed over the last half century, Matless understands that the village typically "sits in the imagination in order" (1994, page 76)-for that matter, even changes of circumstance are supposed to proceed without disorder in rural space. These accounts can belong not only to planners and boosters, but to the lay discourses of rural residents and visitors to rural areas as well. Nonetheless Foucault's notion of 'limited history' returns here, but now it is applicable not only to interactions between states but also to those between individuals and local collectivities struggling over the meaningfulness of everyday life. The idea here is that 'history' is no longer as able as it once might have been to support representations distinguishing one place from another. In a media-saturated hyperreality, identity is reduced to stereotypes (and at that, just the superficial features of stereotypes). In other words, there is little substance to what would constitute regularity or the stability against which the advent, intensity, and character of a crisis might be contrasted. As the exotic dancer in Miles From Home puts it when urging the Roberts brothers to capitalize on their misfortune and their response to it: "Hey, we're all broke-at least you're famous". When she asks the brothers if they are the ones responsible for a liquor store robbery they did not in fact commit, neither Frank nor Terry disavow culpability for the robbery, and in this way the metastasis of the simulation of which they have become the focus is ensured.
But even the salvaging of referentiality by the proliferation and intensification of crises can backfire, as evidenced perhaps by the apparent nonchalance with which Americans in particular view acts of terrorism. It seems possible to suggest that, for most Americans, the distinction of a world in which terrorism is a regular feature from one in which it is not was rapidly becoming less and less likely until a new form of such violence appeared, namely, that it could happen in the United States too. But however great the shock after the World Trade Center bombing, the fact remains that, soon after the Oklahoma City bombing, Americans were bringing their families to the gutted Murrah Federal Building in search of snapshot opportunities. Ancillary events such as the fiascos in Waco and at Ruby Ridge, together with the Rodney King and Mark Fuhrman affairs, have had the effect of turning previous representations of police authority almost completely inside out, further deemphasizing the rift we might otherwise want to maintain between considerations of a peaceable society and a violent alternative.
In a sense, an everyday strategic caution becomes meaningless if representations of rural society which once supported a productive difference for it now work against its need to retool economic and political connections to the wider social order. Under such circumstances, it may well be that only explicit and extreme violation of those representations can open up that kind of opportunity, antisocial action paradoxically both the purgative and the restorative for rural sociability. Films such as Miles from Home are not only producing but responding to rural situations, including not insignificantly such things as the rise (especially in media consciousness) of militia movements. Continued appeal to a representational landscape which isolates people without regard to the increasing difficulty they face in coping with the material consequences of that isolation is not only debilitating but may also provoke extreme reactions. We might all be well advised to watch closely such films as Troublesome Creek: A Midwestern. A recent documentary made by an Iowan about the final year in the life of her parents' farm, its subtitle reflects the family's interest in television westerns and in so doing quietly recognizes peaceful people cherishing the simplicity of gun-toting heroism in a frontier beyond the reach of befuddling legal chicanery.
In Field of Dreams, the rural is not merely an economically distressed part of the American cultural landscape-it is America, or at least stands to be revealed as such once Ray plows under his crop. That this reminder of what a society is supposedly all about comes at the cost of destroyed production is irrelevant; as Baudrillard suggests, meaning no longer results from production but from reproduction. As in Miles From Home, disregard for authority and an act of criminal violence undergo an alchemy restorative of the social connection between people, but in Field of Dreams the gold produced turns out to be genuine, the foreclosure issue dismissed at the end of the film. As Baudrillard puts it: "Everything is obliterated only to begin again" (1983a, page 22) . This is certainly the case as regards the possibility of renewal for urban identities, even if the fate of the rural remains in doubt. Ray is after all an urban transplant and, when at the close of the film Terence Mann is invited by the ghostly baseball players to come with them for an astral outing, the rural is seen to be geographically transcendant, not constrained to locality, redemptive in that it can reach into the closeted reality of alienated city dwellers to rescue them from themselves.
Frank and Terry also reprise the social over a wide geography, but only ever on the run, without a centrifugal axis such as that provided for Ray by his baseball diamond. As in Field of Dreams, the destruction of one space opens up another in which the social can be rediscovered, but this is a 'nomadic' space [though not one of such power as Deleuze and Guattari (1983; are after]. Nonetheless Frank and Terry still traverse nothing more than a phantom terrain, a territory of transparent illusion, for the promotional information for the video release of the film insists that it "plunges you into a nightmare that was once the American Dream". The possibility that farmers such as the Roberts might have lived, worked, and suffered in a reality about which something might be said in other than soporific terms simply does not exist in this context. (1995, page 469) . But those films are each about a couple on a murder spree. Though also set in the rural context-sentenced to death for his crimes, the Charles Stalkweather-like character in Badlands complains that it is not fair to execute him before he has had the chance to see a big city-they do not share the same focus as Miles From Home. Neither couple has lost a farm and, though Bonnie and Clyde are even more capable than Frank Roberts of romanticizing their actions as a violent bid for free expression, the fact of the matter is that Frank and Terry not only do not commit murder but even find it hard to rob continued over..
The Roberts brothers torched their farm as a final demonstration of desperation; although the movie previews this by showing us a yard sale in which Frank and Terry part with family heirlooms, the sale is used more as a means to introduce the urbanite female leads in the movie (Sally from Cedar Rapids and her Kansas City cousin Jennifer) than as a way of emphasizing the slow painful sedimentation of despair and sense of loss experienced by the brothers over a period of decades before foreclosure. In other words, the film reassigns historical precedence to events, making the last act of the Roberts as farmers the first act of the reason for the movie to stretch on for 108 minutes. This too is in accordance with the logic of hyperreality, where simulation no longer serves to represent reality, but bears a relation to it only ever in the most malleable of forms, namely, in relation to what utility reality can serve to support simulation, not the other way around. It is enough that Frank and Terry spend most of the movie in blue jeans, tee shirts, and seed caps-obviously they are (were) farmers, such cues saving us from having to wonder what that identity means in all its fullness.
Indeed, Frank and Terry are forced to face the fact that all they have been engaged with is the scenario of being rural. So is Ray in Field of Dreams but he embraces what Baudrillard calls the 'fatal strategy' (1983c) and becomes a hyperreal object himself, an engineer of scenarios within the rural without being rural-there is no need for him to retain a connection to a real rural referant. For that matter, there is no identity for Ray except in connection with the scenario. Frank and Terry, on the other hand, refuse to be mere players strutting and fretting upon the stage which has been erected above the rural, even if that stage so cunningly copies what they took to be the real rural:
"If we were able to take as the finest allegory of simulation the Borges tale where the cartographers of the Empire draw up a map so detailed that it ends up exactly covering the territory (but where the decline of the Empire sees this map become frayed and finally ruined, a few shreds still discernible in the deserts-the metaphysical beauty of this ruined abstraction, bearing witness to an Imperial pride and rotting like a carcass, returning to the substance of the soil, rather as an aging double ends up being confused with the real thing)-then this fable has come full circle for us ... . The territory no longer precedes the map, nor survives it. Henceforth, it is the map that precedes the territory ... and if we were to revive the fable today, it would be the territory whose shreds are slowly rotting away across the map .... In fact, even inverted, the fable is useless .... Something has disappeared: the sovereign difference between ... the poetry of the map and the charm of the territory, the magic of the concept and the charm of the real" (Baudrillard, 1983a , pages 1 -3).
(5) continued... anybody at gunpoint. Indeed, besides euthanizing the cow at the fair the only time Frank fires a gun is when he shoots out a window of his father's house. About the characters in Badlands, Ebert writes "They are in over their heads, incapable of understanding murder as a crime rather than a convenience, inhabitants of lives so empty than even their sins cannot fill them" (1995, page 55). Frank and Terry may not originally have been willing to comprehend their actions as criminal but it is wrong to characterize what they did as casual or convenient responses to the situation in which they found themselves when faced with foreclosure. Moreover, it is precisely because of the fullness of their lives, not emptiness at all, that the Roberts brothers tumble through the reckless adventure of the film. Having committed arson and other deeds of criminal mischief, Frank and Terry nonetheless stayed close to home, crisscrossing their familiar region.
They not only visit their father's grave and lose their nerve in an attempt to rob the bank patronized by their friends and neighbours, but also briefly return to their ruined homestead, perhaps in the hope that they had only dreamed about burning it down.
Ftmn seeming to being and hack again Of course, none of this analysis of how two movies fashion complex simulations of rural Iowa would be significant except for the fact that simulations have material effects beyond box-office sales. For instance, it has been estimated that almost one million people have come to the Field of Dreams baseball diamond outside Dycrsville since the movie was released in 1988. But it is ironic that Field of Dreams was filmed outside Dycrsville, Iowa, where the principal employer is the Ertl toy company, manufacturers of scale-model farm equipment, automobiles, and railroad engines. In a sense, much of the material reality of rural history in the prairie had already been captured and simulated in Dycrsville long before the movie came to town. But whereas ErtFs reproduction of that material reality is a miniaturized one, an obvious copy, always finally dependent on our recognition of that to which it refers, the movie site (now a tourist attraction) is independent of any rcferant but a fiction. Moreover, as Baudrillard's simulations do, it overpowers reality, bearing no relation to its presence or possible absence-en route to the movie site, Dyersvillc's real baseball field, built as a community venture in considerably more substantial form than the field in the movie, is passed up by the stream of automobile traffic in search of Ray's house. The facts of the field out at Ray's house are straightforward enough. As it turns out, the baseball field straddles the property line between two farms, the fence (now removed) having run right down the third-base line. The house used in the movie still stands next to the field on a slight rise behind the small bleachers; a large sign on a brightly painted fence identifies the site as the Field of Dreams and a tattered American flag flics behind the foul line in right field. Another sign, smaller and less visible, is tacked onto the other end of the fence by the driveway which runs up from the visitors' parking lot to the house's private garage: Employees Only Beyond This Point. On each side of the baseball diamond are souvenir shacks, one for each of the families over whose land the field lies. Behind the foul line on one side stands a podium with a strongbox atop it and a notice requesting donations to save left field.
Even such a preliminary assessment of the facts 'on the ground' at the movie site could be compelling if the effect of the simulation was not to divorce attention from the reality behind the scenes. Just as the Ertl company in town produces a miniaturized replica of reality, the movie site produces a 'globalized' substitution of it; in six years, the Field of Dreams site has become an international phenomenon, drawing visitors from as far away as Israel. The baseball diamond at the centre of the film does not stand in for or represent anything directly but as a simulation it is productive of connections to myriad things. Yet it is proliferative of these connections in a hyperreal way; that is, as an always already mobile image which supplants the reality around it, making the setting serve its purposes rather than being subject to those who continue to live within the setting.
Such volatilization of setting begins in Dyersville. The reality of the two farms upon which the field is set has been metamorphosed into a scenario in which parents bring their children to play ball, to try to hit a home run clear of a park which has no outfield wall and beyond which there is no confining urban space. The notice asking for donations does not seek to save left field (even though that is what it claims) but the cornfield beyond the diamond; yet that material reality has no presence within the space of the simulation and as such is voiceless within it except in masquerade as part of the scene. Similarly, as in the movie the ghostly heroes of baseball emerge from and disappear into the corn rows, visitors of all ages blaze trails out away from the field, heedless of what damage they are doing to the farmers'crops. For many, especially the children, the act of emerging from the cover of the corn rows is accompanied by the fuss of one or another family member taking a memorial photograph, as though to suggest that the same heroic potential has been conferred on those who have made the trip and (as in the movie) been captured on film.
While the overlapped everyday intensity of farm and factory production continues in the background, more than one visitor has been known to complain about the noise-at the Field of Dreams, reality has become an unwanted spectre of itself. Indeed, local residents often dress up in the uniforms of the ghost players depicted in the film to the delight of visitors with whom they will play a few innings [Newby (1987) identifies similar 'scenechangers' among the farmers of idealized rural Britain]. The celebrity such postmortem playacting has inspired has even led the Dyersville volunteers overseas to play showpiece ball in Japan. Arguably, this kind of situation emphasizes the purpose and use of history Nietzsche ordered under the dictum of "Let the dead bury the living" (1957, page 72) . Which is to say, those who live and work in Dyersville have come to haunt their own now superseded reality, like ghosts manifested always out of context as they assume the roles of the actors who assumed the roles of ghosts of baseball players brought together to play in a field they never knew and which is after all always only a field of dreams. This sense of a reductio ad absurdum, a detachment and endless regress away from reality, where all that counts is the apparition of that which has been left behind, an independent image forcibly severed from any firm frame of reference-this is what Baudrillard describes as hyperreality.
Conclusions
This essay has begun investigation of the cinematic representation of rural Iowa in an age of simulation after the disappearance of history. Such investigation is especially appropriate insofar as a new regional geography emphasizes the historical formation of places, the particular kinds of social interactions presumed to characterize a given place investing history there with a meaningfulness not necessarily found elsewhere. Indeed, history as a meaningful component of place identity is both constituted by and constitutive of these types of social interaction. Much hinges in this regard on what can be made out of the presumptions of place-specific acceptable forms of social interaction, part of what Bourdieu (1977) terms the gradually sedimented 'habitus' of those living in or visiting a given place. In accord with this, though concerned with the ephemerality characteristic of the age, Harvey insists that capitalism nonetheless can still "provide abundant opportunities for socialization of individuals to distinctive roles" (1989, page 216; emphasis added). But as some have pointed out (Garnham, 1993) , mass media have eroded the social group boundaries (or, what is more important, a relatively sharp sense of them) which have hitherto been so important for spatializing the habitus of different populations. A hybridity of positions which both combines and moves beyond considerations of Self and Other produces new visions of place and therein new possibilities for social action.
Which is to say that representations of social interaction have powerful effects in shaping presumptions and actions. But to elevate the importance of representations of social interaction in regard to the importance of history is to force examination of the possibility that we have reached the end of history. In this connection, the very different (but often incorrectly conflated) views of Fukuyama and Baudrillard have to be examined, not least of all to suggest that, though similar to hybridity, simulation offers it a considerable challenge. Considering history first of all as the spatialization of immemorial time, it has been suggested that the simulated rural deployed by Miles From Home and Field of Dreams makes special use of nature. The natural is at one and the same time utilized to express the exhaustion of history, yet also to preserve a sense of referentiality for attempts to reestablish a sense of meaningfulness to rural space and place.
Emphasis on this point is partly responsible for my choice of films here; after all, a long parade of other productions have also appropriated themes about struggles to preserve the rural. Notable among such examples are Country, The Riven and Places in the Heart (Adams, 1985) , These particular examples are especially worth noting insofar as they too provide an example collectively of how the simulated rural can gain ascendancy over the real While the Field of Dreams movie site provides an economic substitution for the everyday in Dyersville, these three films generated the political substitution of the appearance of their female leads (Sissy Spacek, Jessica Lunge, and Sally Fields) before a congressional session supposedly focused on the plight of rural folk in place of the testimony of actual farm wives.
More directly, the films chosen for discussion here both involve a paradox of destroying the agricultural landscape in order to preserve a sense of the rural of which it has for so long served as a foundation. But these efforts have been exposed as largely inarticulate or only impotently nostalgic, suggesting that, to the degree Baudrillard's theses regarding the end of history and the advent of hypcrreality (1983a; 1983b) arc justifiable, it may now be the case that social organization has paradoxically come in large measure to rely upon antisocial action as its cue.
(6) When considering "time and space in the postmodern cinema**, Harvey (1989, page 311) assumes that "chaos is tolerated, precisely because it seems so unthreatening to overall control'*. But a far stronger and more challenging conclusion is that chaos is not tolerated as much as encouraged, that for disciplinary codes of social organization to continue to have significance in everyday life there has to be at least the appearance of challenge to them. The project for geographers here is to develop understanding of how these appearances are spatialized by simulation, even over and above the persistent but now submerged realities of place.
